T he Southern Illinois University at Carbondale holds a number of original drawings by the artist Henry Doyle. Among them is a previously undescribed sketch of Charles and Catherine Dickens. This contribution considers the sketch, its context and its significance.
The Collection at Carbondale
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The Henry Doyle collection at Carbondale comprises pen-and-ink portraits on 11 sheets of paper of irregular size, some of which have been used on both sides. Most of the sheets contain multiple portraits, and several of the subjects are represented more than once. The portraits are mainly of heads, usually in full-or half-profile. A few full-figure drawings are also present. Most of the drawings are rudimentary sketches; a few are more developed. Some of the drawings are accompanied by a name or comment apparently written by the artist. These labels, together with, in some cases, a comparison of individual sketches with authenticated portraits of their supposed subjects, enable most of the people in Henry's drawings to be identified.
Many of the sketches depict members of the Irish Catholic community prominent in Dublin in the mid-nineteenth century. Those Additional sketches are of two expatriates present in England for a time during the mid-nineteenth century: Alessandro Gavazzi, the Italian preacher and patriot, and Lajos Kossuth, the Hungarian freedom fighter and statesman.
10 Also represented are Henry's father, John, two of his brothers, (https://scrc1.wordpress.com/2012/02/07/charles-and-catherine-dickens-incaricature-2/). The Center holds no information about the date or mechanism of its acquisition of the sketches, which are held together with a letter dated Dublin Richard and Charles, and "Mr. Safe," a Doyle family friend from London.
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The poets Sam Rogers and Tom Moore, the author, historian and biographer Thomas Carlyle 12 and "Charles Dickens and his Wife" complete the roll call of the identified subjects of the sketches at Carbondale.
The Collection in Dublin
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Remarkably, images of Henry's original drawings at Carbondale are present in another collection. They are held in a 26-page 18 x 23.5 cm album held by the National Library of Ireland in Dublin. A label on the inside front cover of the album reads "Pen-and-ink sketches by Henry Doyle R. A. [14] when on a visit to D. F. M. C. at Blessington Street, Dublin, Febr. 1852, (pp. 1-14) 
When were the Carbondale Sketches drawn?
The label attached to the album of photographs in Dublin implies that Henry drew the sketches in that city in February 1852. That information, however, may derive not from the first-hand knowledge of the person who produced the label, but from the "Feb. 13 1852" tag attached to two of the photographs of sketches of Denis McCarthy, and another, reading "1852," which is written, apparently by the artist, close to one of the Carbondale sketches of George Petrie. Nevertheless, since there is no reason to doubt that McCarthy and Petrie were both in Dublin in 1852, Henry may have sketched them while in that city early in that year, and may have done so "from life," that is, in the presence of their respective subjects.
The sketches of some of the other Dublin-based subjects may have a similar origin. Daniel Murray, who features in several of the drawings, suffered a stroke in Dublin on 24 February 1852 and died two days later: Henry was perhaps singularly fortunate to have captured Murray's image almost immediately before this.
The same origin can hardly be assigned to some of the other sketches, however. One, of John Reynolds, shows the subject in ceremonial robes and accompanied by another figure, and is labelled by the artist "when Lord Mayor & his Chaplain:" Reynolds's term of office as Lord Mayor of Dublin, which began in January 1850, terminated at the end of that year. Lajos Kossuth, who, in a sketch included in the Dublin photographs is shown "addressing a meeting," arrived in England on 23 October 1851, addressed several public meetings, including a gathering of thousands at the Copenhagen Fields in Islington on 3 November, and on 20 November left the country for an extended stay in the United States. Tom Moore, shown in one of the sketches "at an evening party" in the company of his friend Sam Rogers, had lived for many years in England, and had certainly, when active, attended many such entertainments with Rogers. But from the late 1840s onward, living in seclusion in rural Wiltshire, he had become debilitated Many of Henry's drawings, then, must have been based on earlier observation of his subjects, in some cases in Dublin, in other cases in London. It is possible that, when visiting McCarthy in 1852, Henry brought these sketches, already drawn, with him. However, it is more likely, I believe, that the information on the label of the cover of the Dublin album is accurate, and that all or most of the sketches were made by Henry in Dublin in or shortly before February 1852. This supposition arises from a consideration of the way in which Henry and the other Doyle brothers were taught to draw by their father.
The Nature of the Sketches
It has already been noted that the sons of John Doyle received no formal training in art. Instead, as a biographer of one of them observed:
John Doyle […] taught his children the supreme lesson of seeing: to study first with one's eyes, never a sketch pad, and then to record from memory exactly what one saw without the benefit of sketched notes. It was a lesson he learned from his revered hero, the French history and military painter Horace Vernet […] The Doyle children were taught that this was the supreme lesson to learn for any serious artist. We may get a sense of the enthusiasm with which his children embraced John's practice of close observation from the 1840 Journal of Henry's brother Richard (then aged 15). He describes, in words and sketches, the 13-year-old Henry and himself eagerly waiting to scrutinize exhibits on the opening day of the Royal Academy's Summer show in the Academy's gallery in Trafalgar Square before dashing home to try their hand at reproducing some of the effects they had seen and committed to memory: Henry and I […] arrived of course half an hour before the door was opened. There was a pretty considerable number of persons collected and they were increasing in a most rapid manner so we stood in the door way watching the clock and the different characters who came crowding up. Exactly at twelve the door burst open and in we rushed, there was a great scramble to pay first and then off we darted up the stairs. There were about fifty besides us in the first rush almost in a body and we had a desperate race. I don't know who won it but Henry was third and I was fourth. I rushed straight down the rooms till I came to M c Clises [sic] picture of Macbeth and there I stopped. At the first look it appeared the best of [his] large pictures for coloring but presently I found out that the background was painted with some horrid color like ink. In short, Henry and his brothers, already endowed with artistic talent, were taught additionally to cultivate a strong visual memory. And it seems very likely that, while some of the drawings in the Carbondale collection may have been sketched "from life" in Dublin in 1852, others, including the sketch of Dickens and Catherine, although drawn there at the same time, were founded on Henry's recollection of earlier encounters with their subjects. It may well be that Henry produced these impressions of famous literati and foreigners to gratify the curiosity of his Dublin host.
The Sketch of Dickens
The respective subjects of the sketches of Gavazzi, Kossuth, Rogers and several of the Irish notables are readily recognised: such is not the case with the sketch labelled "Charles Dickens." In it, Henry's depiction of Dickens is hasty, undeveloped, and not much like, for example, the familiar wavyhaired, large-eyed subject of Maclise's famous 1839 "Nickleby portrait." Comparing it to that beautiful image, it is tempting to dismiss Henry's work as a trivial caricature -at best a "slightly naïve" product (as Hodge (94) has remarked of the Carbondale sketches in general) of a not particularly accomplished draughtsman.
But Henry was not an inept artist. 18 And if by "caricature" an exaggerated depiction of some striking characteristic of a subject for comic or grotesque effect is meant, neither Henry's image of Dickens nor those of his other subjects seem to fall into that category. 19 We might also note 18 A contemplation of, for example, Henry's portraits of his father and brother Richard (Engen 12, 128 respectively) shows him to have been a competent, if not exceptionally talented artist.
19 Henry's sketches at Carbondale bear a close resemblance in style to his brother Richard's portraits of Thackeray, M. J. Higgins and Henry Reeve and of John Forster and Dickens in the British Museum, which, like Henry's sketches, feature quickly sketched principals surrounded by "practise" drawings of heads.
(http://www.britishmuseum.org/research/collection_online/collection_object_ details/collection_image_gallery.aspx?assetId=314833001&objectId=740014&partId=1 and http://www.britishmuseum.org/research/collection_online/collection_object_ that contemporary and more recent reservations about the fidelity of the "Nickleby portrait" as a representation of Dickens have been expressed (Long passim) . There is no reason, then, to suppose that Henry's sketch represents anything other than an attempt by a competent artist with a good visual memory to produce -quickly -a "snapshot" of an un-posed subject seen at some time in the past.
What then, are we to make of the image? Henry's sketch differs from the majority of representations of Dickens in showing its subject in profile. Dickens is said to have been sensitive about what he considered to be a weak chin and to have preferred to be shown in formal portraits full-face (Xavier) . In the present image, any sign of that perceived weakness is hidden by the high stock or cravat. Dickens's nose is more pronounced than is apparent in many early, posed portraits, but any doubt about its actual prominence may be removed by contemplation of those few other profile portraits of Dickens we have -among them D'Orsay's left profile drawing of 1841 and Richard James Lane's right profile study of 1843.
Dickens's eyes, the brilliance of which was so often remarked by contemporaries, and which are a feature of the "Nickleby portrait," of Laurence's chalk and crayon sketch of 1837 and of Maclise's 1843 pencil sketch of Dickens, his wife and his sister-in-law Georgina, 20 are here almost shut. The mouth is, perhaps, not particularly well drawn, and is shown slightly open: where else is there an image in which Dickens's teeth are revealed? The crease line on the right cheek suggests that Dickens's mouth is open because he is talking, perhaps smiling. And his attention is perhaps directed towards the second subject of the drawing, Catherine.
The Sketch of Catherine
Very few images that are known unequivocally to be of Catherine are available. They comprise a chalk and crayon full-face head of 1838 by Laurence; a rather lifeless left profile oil shown by Maclise in 1848 that had been developed from a sketch of 1842 and was afterwards transformed into a head-and-shoulders etching; the already mentioned 1843 Maclise pencil sketch of her with her husband and sister; a three-quarter length full-face oil painted by the same artist in 1846; a right profile head-and-shoulders details/collection_image_gallery.aspx?assetId=314677001&objectId=739974&partId=1 respectively); accessed 21 July 2016. Henry Doyle sketches of Charles and Catherine Dickens and of Thomas Carlyle. The mustachioed subject(s) are unidentified. The original page is approximately 11.5 x 18 cm. Given the Doyle family's predilection for attending art exhibitions, it is possible that the roughly sketched rectangles represent framed pictures hanging in a gallery. The Sketch is reproduced by the kind permission of the Southern Illinois University at Carbondale. daguerreotype of a bonneted Catherine in 1852-1855; 21 and five later photographs or photograph-derived images of a matronly Catherine almost certainly dating from the 1860s or 1870s.
Biographers of Dickens, having included in their work one or more of these images of Catherine, have often used as a supplement the impression of her recorded in an 1871 memoir by a young woman who spent time with the Dickens family in about 1842.
I thought her a pretty little woman, with the heavy-lidded large blue eyes so much admired by men. The nose was a little retroussé, the forehead good, mouth small, round, and red-lipped, with a pleasant smiling expression, notwithstanding the sleepy look of the slow-moving eyes. The weakest part of the face was the chin, which melted too suddenly into the throat. ("E. E. C." 336) Henry's sketch of Catherine is less detailed than is his drawing of Dickens, but it is livelier. A round face, turned-up nose and rounded chin are rendered in a few pen strokes. The mouth is small and full-lipped. Catherine's teeth seem to be visible: perhaps she is talking. Whatever, her image, rendered in half-profile, engages the attention in a way that the two-dimensional profile of Dickens does not. She is facing Dickens, but not looking at him. What are we to make of those large eyes? They seem to be looking upwards. Is it that they are just badly -ridiculously badly -drawn? Or was Doyle truly representing what he remembered? Another, less often quoted passage from the recollections of the young woman who had spent time with the Dickens family may be relevant:
A great deal of amusement was excited by Mrs. Charles Dickens perpetrating the most absurd puns, which she did with a charming expression of innocence and deprecation of her husband's wrath […] He used to pretend to be utterly disgusted, although he could neither resist laughter at the puns nor at the comic moue she made (with eyes turned up till little of the whites were visible) after launching forth one of these absurdities. ("E. E. C." 337) 22 
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Accessible images of the Laurence portrait, the Maclise left profile oil, the three-quarter-length Maclise, and the daguerreotype are in Slater (Charles Dickens) plate 22; Nayder 104; Slater (Dickens and Women) 
Conclusion
Given the supposition that Henry's sketch is a retrospective produced in 1852, at what earlier time are Dickens and Catherine depicted? Catherine certainly appears more youthful than in her 1852-1855 daguerreotype, and perhaps the closest resemblance of Henry's Dickens to extant portraits is to Lane's already mentioned right-profile of 1843. Certainly Dickens, in Henry's sketch, is clean-shaven: he had experimentally cultivated facial hair in the 1840s (for example, Letters 4: 174), and adopted mustaches more or less permanently later, in about 1853 (Letters 7: 136) . A daguerreotype by Mayall is perhaps the earliest image of Dickens so-adorned. Presumably he is depicted by Henry as he appeared at some time before this.
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In summary, it seems reasonable to suppose that the drawing represents Henry's remembrance, in 1852, of an encounter with Dickens and Catherine in the mid-1840s, when he was a teenager. The slightness of the sketch and its informal setting suggest that such an encounter may have involved nothing more than a chance sighting by Henry of his subjects. On the other hand, Henry is more than likely to have met the couple formally. Having begun to contribute drawings to Punch in 1843, his older brother Richard became friendly with Dickens and for a time was a frequent guest at Devonshire Terrace. Richard is known to have taken Henry with him to meet other London notables, (Engen 116) and, somewhat tardily, to have introduced his father and maiden sister to Dickens in 1849 (Engen 60) .
We are used to visualizing Dickens and Catherine in their youth mainly in the context of beautifully executed, stylised images of them as individually posed subjects. Perhaps, in contemplating Henry's simple sketch, we glimpse something much rarer -perhaps unique: the representation of a remembered spontaneous, happy interaction between Charles Dickens and his wife. and how many strange thoughts came into [Dickens's] head. " 'Oh,' replied Dickens, 'I don't know. They come at odd times; sometimes in the night, when I jump out of bed and jot them down, for fear I should have lost them by the morning.' 'That is true,' said Mrs Dickens. 'I have reason to know it -jumping out of bed, and getting in again, with his feet as cold as a stone.' Dickens left the table, and was afterwards found sitting in a small room off the hall -silent and angry" (Dundee Evening Telegraph 4 March 1892 p. 2).
23 Thomas Carlyle, also sketched by Henry clean-shaven, grew a beard in 1854 .
